though it presumably comes from a branch of the Chigi family, its pedigree prior to its purchase from a New York dealer leads only to the collection of the Baron Gustave de Rothschild. The importance of the find hardly needs stressing; the new bust does not only settle a problematic chapter in the history of Roman baroque sculpture but is also a most impressive and powerful work in its own right.
It is only fairly recently that the Maltese Cafa has attracted attention and that some of his works have been rediscovered and discussed. Our knowledge of him is mainly derived from the biographies by his well-informed contemporary Filippo Baldinucci and by Lione Pascoli, who wrote somewhat later but could probably have made use of personal recollections of the sculptor Giuseppe Mazzuoli (I644-I725), at one time Cafa's pupil. Pascoli gives 1635 as the year of Cafa's birth and Baldinucci asserts that he died at the early age of about thirty. The last document in which he is mentioned alive dates from August 23, 1667; the next document, of May 1668, concerns claims of his heirs. By combining this evidence one is led to conclude that he was born in 1635 and died, aged thirty-two or thirtythree, probably in the spring of 1668. When still very young, he left Malta for Rome, there to join the studio of Ercole Ferrata (I6I 0-686). The latter, a rather pedestrian but solid sculptor from the area of Lake Como, had started his career in Rome under Bernini in the late I64os. While Ferrata soon opened a flourishing studio of his own, he yet remained to a certain extent dependent on Bernini, who employed him for many great undertakings over a number of years. This rather complex tissue of studio organization in Bernini's circle must be considered in order to understand how it could come about that Ferrata never fully absorbed Bernini's grand baroque manner but always felt drawn toward Algardi's "baroque classicism," and that Ferrata's pupil Cafa never accepted his master's manner but was immediately fascinated by Bernini's exalted style. In fact, within the brief span of less than ten years Cafa produced a remarkable number of large works higher in quality and closer to the Phillips pointed out to me-that the Metropolitan bronze was an unsuccessful cast. It came out of the furnace more or less in two parts. The break, which is almost invisible from the front and which cannot be detected in reproductions, runs through at about half the height of the body of the bust. The two parts were so skillfully joined that the fault can be fully gauged from the back only. We must assume that on the occasion of this cast the mold was also ruined and had to be replaced. Bronze casting is always a risky undertaking and even the collaboration of such an experienced technician as Giovanni Artusi was not a guarantee of success. In the autumn of I661, while working on the Cathedra Petri, he had to face defeat of such magnitude that by comparison the faulty cast of the papal bust shrinks to insignificance: his first cast of Saint Augustine, one of the four monumental Details of the Museum's bust of Alexander VII Fathers of the Church, turned out to be a complete failure; even the second was only a partial success. As the evidence shows, the first cast of the papal bust was worth saving, but the artist could not offer it to his patron, Cardinal Flavio
Chigi. It had to be replaced by a perfect one, and it is this second cast that is preserved in the Siena bust. 
Why

